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FOREWORD 


An edition of the ,Opera omnia” of Johannes Tinctoris has long been needed, for, much as theo- 
retician Tinctoris has been esteemed by musicologists, as a composer he has been practically unknown. 
It was all the more necessary to remedy this deficiency when the compositions of an equally famous, 
if slightly younger, theoretician and composer, namely Gafurius, have begun to be published in the 
Corpus Mensurabilis Musica. In both cases it is now possible to gain an insight into the relationship 
between theory and practice in actual compositions, and moreover the theoreticians reveal in music 
what they either could or would not put into words. Compared with Dufay or Ockeghem, not to men- 
tion Obrecht or Josquin, the musical output of Tinctoris is relatively small and will take up only a few 


volumes. ! 


Little is known of Tinctoris’ life and work. Van den Borren has made it clear that he came from Bra- 
bant and was born in Nivelles c. 1436 (not in Poperinghe some ten years later), and in short that Tri- 
themius, the first biographer of Tinctoris, is to be taken quite seriously.? It is not certain who was 
Tinctoris’ teacher, but he was evidently in personal contact with Dufay, Ockeghem and other masters 
belonging to this circle. His stay in Italy and in particular his position with Ferdinand, king of Sicily 
and Aragon, were of special importance in connection with his works. This period began in 1475 at 
the latest and perhaps some years earlier. It has often been stated that Tinctoris did not return to Italy 
after his trip to France and his homeland in 1487, when he went looking for singers on behalf of his 
master, but this assumption is gratuitous. A stronger possibility is that his post as ,,Cantor, Musicus and 
Capellanus“ became vacant after the death of Ferdinand in 1494. Equally uncertain is the date when 
Tinctoris became a canon of Nivelles, though it is unlikely that he had to reside there permanently. 
The year of his death, however, must be accepted as 1511, since his benefice was declared vacant in 


1512 through death, ,,vacerende by doode van wylen heeren Johanne Tinctoris”.? 


With such little knowledge of his biography, it would seem too soon to publish Tinctoris’ composi- 
tions in a probable chronological order. It is doubtless a better plan: to publish first the works which 
Tinctoris distinguishes as ,cantus magni” in his Diffinitorium namely the masses. Of these, it is neces- 
sary to separate the three-part Verona group from the four-part Milan and Rome compositions. The 
Lhomme armé mass, which was published in the Monumenta Polyphonia@ Liturgice in Rome in 1948, 


belongs to the latter category. 


In many respects the three-part mass, which is here published for the first time, reveals a number of 
interesting peculiarities: 

1. In contrast to the L’homme armé mass, which employs the popular secular cantus firmus in the te- 
nor, there is no recurring melody for all movements of the mass with the exception of an identical 
head-motif. 


* The General Editor says his thanks to the Biblioteca Capitolare, Verona and its librarian, Canon Giuseppe Turrini for kind permission to use for 
this publication the manuscript source in the said library. 


_ 


. It would be unrealistic to go into further detail here, since, as far as Tinctoris is concerned, research on the original sources is still incomplete. 


2. Ch. van den Borren, article ,,Tinctoris” in Biographie nationale publiée par l’ Académie Royale des sciences, des lettres et des beaux-arts XXV, Brussels 
(1930-1932), 288-316. 


3. Registre aux droits de scel de Brabant du 1. octobre 1511 a septembre 1512, Brussels. 


II 


2. The compass (ambitus) of the parts results in a most unusual grouping of voices. The middle voice, 
called ,, Tenor”, corresponds to our Bass register, and even its highest note f lies under the normal Ba- 
ritone limit. Most remarkable however is the Contratenor, which goes right down to bottom B flat. In- 
deed, the use of the rare Gamma clef is an immediate indication that the part is very low. The. final 
of this voice is bottom C, or, to quote Tinctoris the theorist, this part ends ,irregularis extra manum 
in diapenthe sub Gamma-ut”. Since there are two flats (conjuncta) in the signature, the mode is Dorian 
twice transposed, as Tinctoris mentions expressly in his book on the church modes? as Exemplum 


tertium. 


If the characteristic extra manum lower voice is in itself particulariter, as Tinctoris would say, in 
,irregular Dorian”, the mode of the whole mass is the secundus tonus irregularis. This is in fact the 
mode of the tenor, and for Tinctoris there can be no question that the tonality of a piece as a whole 


(,universalis” as against ,particularis” ) is defined by the tenor. °® 


Such a deep register is not to be found in the other pieces from the same choirbook, and our mass 
is quite clearly exceptional there. Indeed, the paper Ms. Verona, Biblioteca capitolare, DCCLV, on its 
130 folios containing 12 masses in addition to this one, only employs the very low Gamma clef this 
once. All the more surprising is it to find that our mass is the only one in the codex to carry its com- 


poser’s name, and even this occurs ,,irregularly“ again by making use of the following distich: 


Ferdinande sacer, inter divos referende 


Cantica tintoris suscipe parva tui! 


This couplet not only betrays a special preference for Tinctoris’ mass in the manuscript as a whole, 
but also a fairly close relationship between the composer and the copyist, or compiler of the codex. © 
Otherwise it would be scarcely conceivable that dedicatory verses from Tinctoris to the ,,pious, godly 
Ferdinand” should preface the mass in the Verona Ms. Perhaps Tinctoris’ original manuscript was the 
copyist’s source, for here a dedicatory verse would be quite fitting. In any case, the theoretical works 
of Tinctoris teach us that dedications forming the prohemium or conclusio of a treatise were copied with 
all the titles of the dedicatee as integral part of the whole work. The preface to the Proportionale, 
although in florid prose, opens in almost the same vein as our couplet: ,Sacratissimo ... divo Ferdi- 
nando...”. Whether this is an indication that the mass was composed about the same time as the Pro- 
portionale is another matter, but at least the dedication to Ferdinand shows that it was written during 


Tinctoris’ twenty years in the king’s service. 


Hamburg, February 1959. 


FRITZ FELDMANN. 


4, Liber de natura et proprietate tonorum, cap. XLVI in C. E. H. de Coussemaker, Scriptorum de musica nova series IV, Paris (1876), 37 f. 
. Liber de natura... , cap. XXIV in Coussemaker, [bid, 29. 
6. Unfortunately, further information concerning the origins of MS DCCV of Verona was not available; with regard to the cathedral library of 


Verona, cf. G. Turrini, I! patrimonio musicale della Biblioteca Capitolare di Verona dal sec. XV al XIX, Verona (1952), 4, 11. I am glad to acknow- 
ledge my indebtedness to Mons. Dom Turrini on this occasion. 


wa 


I METHOD OF TRANSCRIPTION 


Tinctoris’ mass L’homme armé has already been published in an edition which reproduces the original 
almost without change with respect to reduction of note-values, choice of measure, value of different 


readings, accidentals, and emendation and distribution of the text.1 


The present edition is an attempt to modernise the original notation, so that both scholar and practi- 
tioner may find it useful. The method of transcription selected is largely based on H. Besseler’s edition 


of the late works of Dufay (Opera omnia, Tomus Ill). 


ABBREVIATIONS employed here: 
Ms indicates throughout the (a/m) unique original source Verona DCCLY, fol. 17 v—26r. 
5 (= Superius) is the upper voice in the tenor register. 
FE (= Tenor) is the leading or middle voice in the baritone range. 


C (= Contratenor) is the unusually deep lower voice. 


All references to particular bars in the work are indicated by the letter S, T or C followed by a num- 
ber. A comma followed by another number refers to the particular note in question in the bar. Roman 
numbers preceding such references are concerned with the mass movement proper (I= Kyrie, etc.), while 


A, B etc. are its subdivisions. 


CLEFS. 

All three original clefs (the tenor clef of the Superius, the bass clef of the Tenor and the Gamma clef of 
the Contratenor) are replaced here by the usual bass clef. The musical incipits given at the beginning 
of each movement will serve to show the exact form of the original clefs. Moreover, it is evident that 
the clefs of the Tenor and Superius are often missing in the Ms, probably because they remain the same 
as notated at the beginning of the mass. In addition, the two flats in the signature act to some extent 
as a substitute for the clef itself. From the Agnus Dei to the end, the clef of the middle voice takes on 
a different form in the Ms, perhaps because it may have been added by a later hand. ? 


EQUIVALENTS. 

The general character of melody in Tinctoris’ period is best brought out by transcribing the semi- 
breve as a half-note: © = 4d [1:2], while the frequent use of tempus diminutum demands diminished 
equivalents: € = @ [1:4]. We can confirm that tempus diminutum signifies reduction by a half of 


the normal values, owing to his remarks in chapter 2 of the Proportionale, Liber tertius: ,, Alii vero pro sig- 
no duple signum temporis imperfecti minorisque prolationis cum tractulo traducto accelerationem men- 
sure... denotante quo cantus vulgariter ad medium dicitur tantummodo”.* The accompanying example 
in the Proportionale shows clearly enough that the notes of the alla breve Discantus are to be taken 


twice as quickly as the normally notated Tenor. 


= 


. Monumenta polyphoniae liturgicae sanctae ecclesiae romanae, series I, tomus I, fasciculus IX. Rome MCMXLYIII. 


. It is uncertain whether this unusually low notation should or may be interpreted according to the dhiavette theory. Tinctoris the theorist says 
nothing about this. However, it is quite true that the mass sounds well an octave higher performed by soprano, alto and baritone. In that case, 
the normal final d would simply be transposed a whole tone down instead of having the double fifth transposition. 


. Coussemaker, Scriptores IV, 171. 


Ne 


w 


IV 


MEASURE. 


The five movements of the mass begin in tempus perfectum, a broad measure. Three semibreves form 
a measure worth a breve. The transcription is therefore: 
Oo =000 
pase add 
In tempus diminutum the unit of measure is not a breve but a long. The ¢ of the original has been 
expressed in transcription by 2 x 4, while O=2 x ; - Moreover, every change of measure is indicated 


by the original notation before the double bar, and in addition the degree of diminution is also given. 


This change from normal tempus into tempus diminutum and back is employed by Tinctoris for the 
sake of emphasizing certain words in the text. For instance, in the Gloria the three words sanctus, domi- 
nus and altissimus are set off from the adjacent sections Quoniam and tu solus by alla breve notation. 
Particularly with regard to passages like this was it useful to transcribe the alla breve passages in dimi- 
nished values. Thus the length of the individual notes need not be altered by the performer or scholar, 


and the danger of an arbitrary new tempo may be avoided. 


BAR-LINES. 
The transcription has bar-lines between the staves, and hence the mensural rhythms are clearly mark- 
ed off without producing arbitrary results. Such a procedure allows the voice full melodic freedom in 


a similar way to the original notation, which has no bar-lines. 


The normal length of such a bar is a breve, in tempus diminutum a long. To give a still better picture 
of the whole, the two breve halves of bars in tempus diminutum are indicated by dotted lines. This 


corresponds with the alla breve signatures 2 x { and 2 x } used in the transcription. 


It may be a surprise to the reader to see bar-lines drawn, not merely up to the staves, but occasion- 
ally right through them. This is no arbitrary attempt to identify these bar-lines with modern notation, 
but is intended to make clear the presence of the clausul@ perfecte primarice in the mass. The importance 
of the cadence in dividing up a work at the time of Tinctoris seemed to make this emphasis worthwhile. 
Thus here the primary cadences at least (i. e. c b c in the Discantus, dc in the Tenor and g c in the 
Contratenor) are distinguished by this procedure, with the final c coming after the bar-line in each 


case. # 


LIGATURES. 


Ligatures are indicated, strictly according to the original Ms, by the usual square bracket. 


BLACK NOTES. 
The same principle was followed with regard to black notes which express a temporary change of 


measure. They are indicated by angle brackets. 


PROPORTIONS. 


With a man like Tinctoris, who himself edited a Proportionale, it is evident that special attention 


4. See A. Schmitz, ,,Die Kadenz als Ornamentum musice” in Kongress-Beridbt, Bamberg 1953 (1954), 114 ff. Cf. also H. Besseler, Bourdon und Faux- 
bourdon, Leipzig (1950), 35. 


must be paid to proportions. For this reason all places in the Ms which employ such a notation (e. g. 
3:2 or 3 = sesquialtera) are specially marked. Thus 3 over a note means that 3 occurs in the original 
source, so that in modern terms triplets replace the previous duple rhythms. Tinctoris seems to prefer 


this type of notation to black notes. 


ACCIDENTALS. 
Apart from the two-flat signature which always occurs, though it is occasionally resolved by na- 
turals in passing, one may single out occasional a-flats as occurring fairly often in the original. This is 


bound up with Tinctoris’ commixtio toni, a temporary transition to a different mode. 


All accidentals, or conjuncte® as Tinctoris would say, are printed before the note to which they belong 
if they occur in the original Ms. Editorial accidentals are added above notes in the usual way, but not 
often. Indeed, they are restricted to cases where rules of voice-leading, the avoidance of the tritone 
and particularly cadence formulae make them essential. Bracketed ficta accidentals signify some uncer- 


tainty in their use. They are possible, but not obligatory. 


TEX TUAL SETTING, 


In the original Ms the first half of the work seems to have the text carefully set in all voices, but 
from Et incarnatus est onwards only the S has it, and from the end of the Credo at Et unam sanctam 
to the end of the Agnus it is missing entirely. It seemed necessary therefore to distinguish the missing 
text added by the editor from the original text by the use of italics. Nevertheless, even the original 
text hardly ever indicates the exact position of individual syllables. Words are either written without a 
break or the final syllable may be set off from the rest. Thus the division of words into syllables and their 
placement under notes is mainly the work of the editor, though this was naturally not specially indi- 
cated in the transcription. In any case, there can be no question of arbitrariness here, since the position 
of the whole words and the notes to which they belong is already evident from the Ms. Hence only 
the places where text is altogether missing are marked by the use of italics. This is not the place to 
deal with various points in text setting, but such matters will be treated in the article on the present 


mass which is to be published shortly in Musica Disciplina. 


5. ,Conjuncta est appositio b rotundi aut | quadri in loco irregulari”. Coussemaker, Scriptores IV, 180. 


VI 


Il. CHANGES FROM THE ORIGINAL NOTATION. 


The following are assumed to be errors in the original and are rectified: 
I KYRIE]: C 12,5 Minim in Ms, corrected to semiminim (= an eighth-note in the transcription). 


II GLORIA B: T 37,2 The flat sign certainly stands in front of the first note in this bar (= b-flat), 
but it is unnecessary and even incomprehensible there. On the other hand, an a-flat would sa- 
tisfactorily introduce the commixtio toni complex, which is confirmed in the succeeding bar by 
an a-flat S 38, 7. Since accidentals sometimes occur in the Ms several notes in advance and 


even without exact pitch reference, our assumption that a-flat is intended appears justified. 


II GLORIA D: C 75, 2 In place of the Ms A, G would seem a better note, since it would fit better 
with the middle voice. I have not however made any change in the Ms version, since the text 


tollis peccata sufficiently clarifies this dissonant transitus, which Tinctoris permits anyhow. 
Il GLORIA F: § 117 The surprising division of the upper voice into a third c-eb is in the Ms. 


II GLORIA G: T 126, 1 Unlike C 75, 2, this passage has been corrected. The first note on gloria is 
clearly c in Ms., but such a leap into a dissonance cannot be justified by the text here. This 


scribal error can easily be avoided by changing the note to d. 


III CREDO A: S 38,3 This note appears to be a semiminim in the original, but it was supposedly writ- 
ten as a minim, after which the ink ran. The preceding rest too is so thick that it cannot be de- 


ciphered. 


II] CREDO A: T 40 In the Ms the rests of this and the following bar are semibreve rests, but the first 


of the two should be read as a minim rest. 


III CREDO A: T 14, 2 The original clearly has an f-sharp at in unum, so that an e-natural must follow 
it on account of the voice-leading, though there is no natural in the Ms. This remarkable pas- 
sage can only be explained as ,,eye-music”. At the changeover to the Christus section, the T 


has a sharp or cross, whose symbolism appeals more to the eye than the ear. 


IV SANCTUS A: T 21, 8 Note b is a semiminim in the Ms, but is corrected to a minim (= a quarter-note 


in the transcription). 


V AGNUS Like the Sanctus, this movement has no text but the principal sections are marked in the 
Ms (by a later hand?) as Agnus primus and Agnus secundus. 


V AGNUS A: S 16, 7 Fusa c of the Ms is corrected to a semiminim (= an eighth-note in the tran- 


scription). 
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